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KITE Arts Education Program @ QPAC is an early childhood arts education initiative funded by the Queensland 
Department of Education and Training (DET) in partnership with the Queensland Performing Arts Centre 
(QPAC) to deliver relevant, contemporary arts education experiences for Prep to Year 3 students and teachers 
across Queensland.
Yonder is supported by the Australia Council, the Australian Government’s arts funding and advisory body, through 
its Creative Community Partnerships Section.
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Executive Summary
yonder a.&adv. over there, at some distance in the direction towards which I am looking or pointing, within or conceived 
as within view but distant. 
Since 2007, KITE Arts Education Program @ QPAC has been engaged in a series of  arts and drama-based 
experiences for students in selected primary schools on the edges of  Brisbane and in regional Queensland. The 
in-school workshop experiences of  the program have culminated in a performance by the children for their school 
community, parents and carers at the Queensland Performing Arts Centre or a regional cultural venue. 
In conducting an analysis of  the Yonder project, the researcher aimed to provide evidence of  outcomes brought 
about through participation by schools, school staff, students and their communities in the Yonder project. To 
develop longitudinal data project initiators, participants were interviewed at six-monthly intervals to establish 
patterns of  engagement and participation. 
The report analyses arts-based workshops conducted by the teacher artist in edge-city Brisbane and a regional 
centre; interviews with teachers and school administrators from the participating schools; interviews with teacher 
artist and professional artists; interviews with community partners; teacher professional development workshops; 
community-based workshops; performance outcomes that were the culminating events of  the workshop program; 
student work samples and student reflections on the program. 
This document covers data and project outputs from February 2010 to July 2012. 
There have been five iterations of  the Yonder project since its commencement in mid-2009 — three in regional 
Queensland (February–April 2010; February–May 2011; February–May 2012) and two in edge-city1  Brisbane 
(July–September 2010; August–October 2011). 
This report is a result of  a research partnership between Queensland Performing Arts Centre and Queensland 
University of  Technology (QUT) Creative Industries Faculty (Drama). 





Since 2007 KITE Arts Education Program @ QPAC (KITE) has been engaged in delivering a series of  theatre-
based experiences for children in low socio-economic primary schools in Queensland. KITE Arts Education 
Program @ QPAC is an early childhood arts initiative of  The Queensland Department of  Education (DET) 
that is managed by, and located at, the Queensland Performing Arts Centre (QPAC). KITE delivers relevant 
contemporary arts education experiences for Prep to Year 3 students and their teachers across Queensland. KITE 
Arts Education Program QPAC is funded with the assistance of  the Queensland Department of  Education and 
Training.
The theatre-based experiences form part of  a three-year artist-in-residency project titled Yonder, which includes 
performances developed by the children, with the support and leadership of  teacher artist from KITE, for their 
community and parents/carers in a peak community cultural institution. Yonder is supported by the Australia 
Council, the Australian Government’s arts funding and advisory board, through its Community Partnerships 
section. 
In 2009 Queensland Performing Arts Centre partnered with Queensland University of  Technology (QUT) 
Creative Industries Faculty (Drama) to conduct a three-year evaluation of  the Yonder project to understand the 
operational dynamics, artistic outputs and the educational benefits of  the project. While the Yonder project has a 
history dating back to 2007, no formal external evaluation of  the outcomes of  the project has been undertaken to 
date. This is not to say that no evaluation has taken place to enact a continuous cycle of  renewal within the Yonder 
project. An evaluation prior to 2009 was undertaken by the teacher artists in the project as a part of  their creative 
practice cycle.
Findings are drawn from six iterations of  the project in suburban locations on the edge of  Brisbane city and 
in regional Queensland. To position the research, the paper describes findings from previous Australian and 
international studies (Fiske 1999; Deasy 2002; Rabkin & Redmond 2004; Scripp 2007; Ewing 2010; Caldwell & 




2.1 Methods Approach and Data Collection
Evaluative research of  the Yonder project was conducted through a multi-modal method over a period of  three 
years (2010–2012). These methods included action research, phenomenology and case study. Whilst the Yonder 
project has a history dating back to 2007, no formal external evaluation of  the project outcomes and impacts in 
school communities has been undertaken. For the purpose of  the external evaluation of  the project, the researcher 
and research assistant remained on the outside of  the project and were not embedded in the delivery of  the project 
in either edge-city Brisbane or regional Queensland.
The research frame of  the project was articulated through three questions:
What is the 1. Yonder model?
How does 2. Yonder evolve and improve in-action and in-site?
Is 3. Yonder an effective model of  CCD2  in schools and communities as demonstrated by (a) high quality 
student experiences through arts-rich activities and (b) systemic plasticity and adroitness?
The research was undertaken in eighteen different classroom contexts over a three- year period. The schools in 
which the research was situated ranged from large urban schools with enrolments of  600 plus students to small 
regional schools with populations under 100 students. In most cases the research was situated in a year three class; 
however, with some small schools the class in which the research was conducted was a composite year level.
The purpose of  the research was not to develop a comparative study. That is, the study did not seek to evaluate 
differences between schools engaged in the Yonder project and those that were not. Rather, the report documents 
common threads of  student achievement and outcomes for school communities across the eighteen classes in the 
project.
The research was undertaken in three interrelated phases:
Phase One: (July–October 2009)
The researcher analysed KITE’s existing documentation and quantitative data on the Yonder project to determine 
the operational nature of  the project. This phase included site visits to the edge-city Brisbane schools involved in 
order to observe the project delivery and key personnel. 
Phase Two: (2010–mid 2012)
Phase two was undertaken in two parts. In part (a) the research team (researcher and research assistant) used 
data collection tools, including observational field notes, surveys, interviews, focus groups and still and moving 
2 CCD is an acronym for Community Cultural Development. The term CCD was introduced in Australia by the Australian Council for the Arts. 
CCD is still used as a term to describe community arts practice that intentionally has arts-based and social/political/cultural outcomes for com-
munities.
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images to collect quantitative, qualitative and performative data on the participants’ experience of  the Yonder 
project. This included two site visits, ranging from one day per week to three days per week, in edge-city Brisbane 
(July–September 2010; August–October 2011) and three in regional Queensland (February–April 2010; February–
May 2011; February–May 2012). The participants included teachers and school administration; focus groups of  
community stakeholders — students, parents/carers, school-based administrators and teachers; interviews with 
teacher artist, KITE Arts Education management at Queensland Performing Arts Centre, Education Queensland 
employees, community partners and professional artists employed on the project. Other data collected to support 
the evaluation was in the form of  responsive student output — children’s art work and children’s writing; visual 
output — digital still photographs (both process and performance) and digital record of  performance.
The research team coded the collected data according to the established categories of  impact, particularly focussing 
on literacy attainment and social competency markers. Simultaneously, a literature review was undertaken to identify 
like programs in Australia and internationally to locate benchmarks for research findings.
As part of  phase two, an interim report was developed that spanned three iterations of  the project (2010 to mid-
2012) that identified the major stakeholders (teacher artist, KITE Arts Education management at Queensland 
Performing Arts Centre, Education Queensland employees) and the impacts and deficits of  the project. This 
report contributed to an ongoing cycle of  improvement for the Yonder project.
Phase Three (July–October 2012)
The research team evaluated the outcomes of  the project and reported on them. The evaluation reported on the 
impact of  the Yonder project related to outcomes in learning for students, engagement protocols with schools, 
teacher professional development, integration of  professional artists and improvement measures. In doing so, 
the evaluation provided evidence of  the significance of  the Yonder project, in educational and aesthetic terms, for 
schools and their communities in Queensland. 
2.2  Ethical Clearance
The three-year research project titled “Looking Yonder: Impacts and outcomes of  arts-based learning environments 
in Queensland schools” gained ethical clearance from Queensland University of  Technology Human Research 
Ethics Committee (approval number 1000000182) and Education Queensland Strategic Policy and Performance 
unit. 
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3. Definitions of  Teacher Artist, Professional Artist and Key Teacher
Throughout this report, three key terms will appear — teacher artist, professional artist and key teacher — that 
capture the nature of  engagement from the adult staff  involved in the project. The following definitions are 
provided to mark out points of  differentiation between the roles.
3.1 Teacher Artist Definition 
KITE teacher artists are employed by Education Queensland and are located at, and are managed by, QPAC. By 
definition a teacher artist can be identified as a teacher who chooses to artfully and effectively use an aesthetic 
dimension to their teaching practice. The teacher artist’s approach to practice is based on experiential arts 
encounters that enable learners to locate themselves sensuously and consciously within their world. Teacher Artist 
2 described a teacher artist as: “having an arts-based discipline … within an educational context. You have some 
educational priorities in the execution of  your discipline” (Personal Interview, 17 August, 2009). Teacher Artist 
1 supported this statement but added: “our role as teacher artist is (to create) works of  art with young people, so 
we’re constantly working towards creating meaning through our workshops. For us the process is as important as 
the end product. There’s an educational process going on … but it is also about the encounters with art. We want 
to make sure we are enhancing … their learning journey” (Personal Interview, 17 August, 2009). The term teacher 
artist is similar to the idea of  the teaching artist espoused by Greene (1989) and Booth (2009). 
In the project, the development and implementation of  performance concept, workshops and the resultant 
performance lay in the hands of  the two teacher artists. They served as the engine and delivered the majority of  
the classroom workshop experiences. For some classroom workshops, the teacher artists worked collaboratively, 
at times they worked independently, depending on the needs of  the project in any particular week.
3.2 Professional Artist Definition 
For the purpose of  this interim report, a professional artist is defined according to the Australia Council for the 
Arts definition in Don’t give up your day job: an economic study of  professional artists in Australia:
The seriousness is judged in terms of  a self-assessed commitment to artistic work as a major 
aspect of  the artist’s working life, even if  arts-related work is not the main source of  income. The 
practising aspect means that we confine our attention to artists currently working or seeking to 
work in their chosen occupation. The term professional is intended to indicate a degree of  training, 
experience or talent and a manner of  working that qualify artists to have their work judged against 
the highest professional standards of  the relevant occupation (Throsby & Hollister, 2003, p.13).
Professional artists in the Yonder project came from the disciplines of  circus, dance/movement, film/digital screen 
media, magic and illusion and music. The professional artists were selected by the teacher artists, based on the 
artistic needs of  each Yonder project and its conceptual focus in terms of  which art form was best suited to the 
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exploration and development of  ideas. The professional artists in the Yonder project worked collaboratively with 
the teacher artists to develop and deliver the classroom workshops.
3.3 Key Teacher Definition 
A key teacher is any member of  staff  who is nominated by the participating school to spearhead the Yonder project 
in the educational environment. In most schools the key teacher was a year three classroom teacher. However, 
due to the changing nature of  the school profile of  teaching staff, the key teacher may be in any of  the following 
roles within the school: classroom teacher, teacher librarian, specialist arts teacher (such as dance teacher or drama 
teacher), special needs teacher, head of  curriculum or teaching principal. In the majority of  schools the key teacher 
is singular. In some schools where there were job-share arrangements, students with particular support needs or 
where classes were combined to make viable student numbers for the project there may have been more than 
one key teacher in the school. KITE recommends a minimum of  two key teachers per school to optimise project 
continuity and integrity. 
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4. The Operational Nature of  the Yonder Model
The Yonder project was devised and delivered by the KITE Arts Education Program @ Queensland Performing 
Arts Centre (QPAC) and is supported by the Australia Council, the Australian Government’s arts funding and 
advisory body, through its Community Partnerships Section.
The Queensland Performing Arts Centre 2010 to 2013 strategic plan contains four focus priorities: Entertainment, 
Public Participation, Strategic Partnerships and Commercial Opportunities. The Yonder project supports outcomes 
in three of  these priorities. KITE Program Manager at QPAC states:
The Yonder project allows us to inspire audiences with a diverse array of  arts and entertainment 
options. We encourage broad participation with culturally diverse groups; and we engage 
in productive strategic relationships, especially with government stakeholders and industry 
partnerships. It supports QPAC as the state’s largest arts organisation to be an accessible cultural 
institution (Personal Interview, 7 May, 2010).
Yonder is KITE’s large scale, three-year, arts-based learning project designed for those communities with least 
access to those arts that engage communities in deep, rich and meaningful participation through consultation, 
residencies, ideas generation and workshops with professional creative artists, culminating in a student performance 
at a significant cultural institution. In each year of  the project there were two artist-in-residencies (AIR) — one in 
regional Queensland and one in edge-city Brisbane.
Each AIR had three schools involved in school-based workshops conducted by the teacher artists and professional 
artists. The art forms and the professional artists selected for each project were based on the conceptual focus of  
each AIR identified by the teacher artists.
To address the research question — what is the Yonder model? — it was important in the early stages of  the 
three-year research cycle to articulate how the project engaged with students, schools and their communities. The 
Yonder project was specific to each school and community it worked with and was negotiated with each of  the 
AIR schools. The AIR was approximately ten to twelve weeks in length. This encompassed the school-based arts 
workshops and the culminating performance. On either side of  these weeks were a series of  meetings to select 
Yonder project schools and key teachers, negotiate community partnerships and liaise with local artists. 
The schools selected remained in the project for a period of  three years. In one of  the three years, they were engaged 
in an artist-in-residency (AIR) program of  arts-based workshops with a resultant performance in a recognised 
community cultural venue. In the years that they were not undertaking the workshops and performance, the key 
teachers (classroom teachers identified in each school) engaged in professional development around arts-based 
pedagogies, attended Yonder performances by other schools with their students and gained access to other arts/
12 13
cultural activities, such as QPAC’s Out of  the Box Festival for 3-8 years (Brisbane), or performances at a cultural venue 
in their community. 
Common to the engagement process, regardless of  school site, was an eight-phase model. Whilst the model here 
is articulated as a linear one it should be noted that Phases 1, 2, 4, 5, 6 and 9 were almost continually engaged with 
throughout the life of  the project. The AIR occurred in Phases 5, 6 and 7 of  the model.
The nine phases can be identified as:
School selection1. 
School and community consultation2. 
Start-up party for children, teachers, parents/carers/families, school administrators and community 3. 
partners
Teacher Professional Development (twice yearly)4. 
School-based arts workshops and after school/weekend arts workshops5. 
Playbuilding and rehearsal6. 
Performance7. 
Debrief  and evaluation — KITE teacher artists; professional artists; school (key teachers and 8. 
administrators); students and school community (parents and carers); partner organisations
Beyond Yonder9.  activities — local cultural organisations continuing arts practice through displays at the local 
art gallery/library, art gallery running visual art workshops after school hours or on school holidays, arts 
residences in schools and communities.
The following sections will describe the operational nature of  Phases 1 through 7 in the Yonder project. Phase 8: 
Professional development for teachers and administrators and Phase 9: Beyond Yonder activities will be addressed in 
the third section of  this report, around the notions of  systemic plasticity and adroitness.
4.1 Phase 1: School Selection Process
The Memorandum of  Understanding (MOU) between the schools and KITE Arts Education Program at QPAC 
(2010) states: “[the Yonder project] is designed for those communities most at risk of  social exclusion”. This 
informs the selection process by the teacher artists of  schools included in the Yonder project. Teacher Artist 1 
described how the schools were selected for inclusion in the regional Yonder project:
The Yonder project is for students in schools who may not be able to gain access to the arts 
in the communities they come from. They may be lower socio-economic or are being denied 
access to resources in a community. We worked very closely with Education Queensland. They 
recommended schools they thought would be receptive to the idea but also met the criteria of  
social exclusion. When we received the funding we [teacher artist] did an exploratory trip to those 
schools and talked to the principals and teachers (Personal Interview, 27 May, 2010).
During Phase 1 a key teacher was nominated by the participating school to spearhead the Yonder project in the 
educational environment. In most schools the key teacher was a year three classroom teacher. However, due to the 
changing nature of  the school profile of  teaching staff, the key teacher may be in any of  the following roles within 
the school: classroom teacher, teacher librarian, specialist arts teacher (such as dance teacher or drama teacher), 
special needs teacher, head of  curriculum or teaching principal. In the majority of  schools the key teacher is 
singular. In some schools where there are job-share arrangements, students with particular support needs or where 
classes are combined to make viable student numbers for the project there may be more than one key teacher in 
the school. 
 
4.2 Phase 2: School and Community Consultation
Participating Yonder schools most at risk of  social exclusion were initially identified by the teacher artists and the 
KITE Program Manager through multiple consultative meetings with Education Queensland. Once this had 
occurred, the teacher artists undertook a period of  consultation. According to the needs in each community this 
phase encompassed “two to four weeks community consultation and project preparation” (KITE Arts Education 
Program 2010c, p.2). The consultation phase allowed teacher artists to understand the dynamics of  the community, 
in particular the school and/or class profiles with which they were to be working. Of  particular interest were the 
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academic, social and behavioural needs of  schools and classes. The consultation also allowed for the ongoing 
development of  partnerships with cultural organisations and groups involved in the project.
Key activities in this phase include (but are not limited to):
Meetings with staff  from Education Queensland district offices• 
Meetings with school administrators and key teachers• 
Meetings with school guidance officers and special needs support teachers (such as speech • 
pathologists and behaviour management specialists)
Meetings with professional artists• 
Meetings with staff  of  local cultural organisations (such as galleries, libraries and theatre venues)• 
Meetings with the • Yonder Steering Committee (comprised of  key teachers, principals, council and 
community reps)
Meetings with representatives of  Indigenous elders• 
Meetings with local government, including councillors and mayoral office staff• 
Meetings with university academics • 
Meetings with parents and carers of  • Yonder participants. 
The consultation allowed the teacher artists to initially reflect on how the Yonder model would be best tailored 
to suit the community. The consultation process was ongoing throughout the period that the AIR was directly 
engaged with a school and its community. Often this consultation was continuous throughout the year to maintain 
partnerships and to forward plan the next engagement in six months’ time.
4.3 Phase 3: Start-up party for children, teachers, parents/carers/families, school 
administrators and community partners
The inauguration of  the Yonder project for each community began with a start-up party (SUP). The aim of  the SUP 
was to allow parents/carers and members of  the community to connect with the project. Attendees comprised 
school students from the Yonder project schools and their families, Yonder key teachers, school administrators, 
professional visiting and local artists involved in the Yonder project, local council representatives and representatives 
from the local art gallery and library. 
The SUP had a performance component. Artists who represented the art forms for each Yonder project engaged 
the families, children and community in performance activities. Teacher artists were able to talk about the project 
and show examples on DVD of  performance outcomes from previous years in Brisbane-based communities 
so that parents had an understanding of  some of  the activities involved in the project. This also gave parents 
knowledge of  what they might see of  their children’s performance on conclusion of  the project in their child’s 
school. This was particularly important as most parents had not previously attended a live theatre event.
The SUP provided the community with the opportunity to understand and engage with the Yonder project. More 
significantly, it provided school administrators and principals an opportunity to engage with the parents/carers of  
students involved in the project. The majority of  teachers interviewed reported seeing some parents at the event 
who had not previously entered the school or engaged with class teacher on other ‘school-based’ occasions. The 
researcher observed teachers making a particular effort to sit and talk with parents from their children’s class, 
particularly where the parents had not engaged with the school environment on a regular basis. 
Principal A noted: 
A lot of  our parents [didn’t] have great experiences at school themselves so it is hard to get them 
to be participants in their child’s education. So a way to increase parent participation and normally 
also then their child’s achievement is by having a greater level of  involvement. So the start-up party 
could be an opening of  the door for one family, the first time that they have had contact with the 
school (Personal Interview, 14 April, 2010).
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4.4 Phase 4: School-based (AIR) arts workshops 
Each AIR had three schools involved in school-based workshops conducted by the teacher artists and professional 
artists. The art forms and the professional artists for each project were selected based on the conceptual focus 
of  each AIR identified by the teacher artists. Teacher artists were employed by Education Queensland and were 
located at and managed by QPAC. 
The AIR was divided into four sections:
Week 1–7 Classroom workshops with teacher artists and professional artists• 
Week 8–9 Development and rehearsal for performance in schools • 
Week 10 Dress rehearsal (one day) and performance (one morning)• 
Week 11–12 Classroom debrief  and response workshops with students and community.• 
The teacher artists and professional artists conducted two to three workshops in each school over three days of  the 
week. The majority of  the school-based workshops were anchored in the art form of  drama. This was particularly 
appropriate as both teacher artists were qualified drama practitioners and educators, and used their expert skill and 
knowledge base to advantage. The dramatic activity can be captured under the form known as story drama. David 
Booth (2005, p.13) describes story drama as being a process of  common construction of  story. Booth says, “As 
teachers, we work with students as co-constructors of  a common story, represented through drama, based on and 
integrating pieces of  the stories we have met and lived. As a community, we build another story together until we 
have our story told and shown ‘in action’. Story drama is a process whereby those involved create a new story that 
all of  us own”.
Where possible, the teacher artists engaged local, professional, practising artists to work alongside them in the 
project. The teacher artists and professional artists (when scheduled) conducted three workshops over three days 
of  the week. In some weeks this varied depending on the participating school schedules. 
Professional artists in the Yonder project came from the disciplines of  circus, dance, film, magic and illusion and 
music. The professional artists were selected by the teacher artists based on the artistic needs of  each Yonder 
project and its conceptual focus in terms of  which art form best suited the exploration and development of  ideas. 
The professional artists in the Yonder project worked collaboratively with the teacher artists to develop and deliver 
the classroom workshops.
Essentially, the basic concept of  process drama is to take a children’s picture book and investigate the story and/
or characters and related emotions or imagined events through a sequence of  dramatic conventions (role play, 
freeze frames, tap and talk, etc). 
4.5 Phase 5: Playbuilding and rehearsal
In the last three weeks of  the school-based workshop program the teacher artists turned their attention to shaping 
the students’ knowledge and skills into a performance outcome to be shared with their community. Whilst 
undertaking the workshops, the teacher artists, in consultation with professional artists and production staff, 
continually negotiated the shape and content of  the performance. The performance outcome is described in the 
MOU between the schools and KITE Arts Education Program at QPAC (2010) as follows: “KITE teacher-artists 
work with students, teachers and parents over an extended period of  time to create a performance piece culminating 
in a presentation at a peak community cultural institution. The performance is for the school community and 
includes exhibitions of  student work and a celebration post-performance”.
The performance content was developed out of  ideas that emerged from the students in the classroom workshop 
series. Teacher Artist 2 articulated this structure by saying:
The children [participate in the] workshops and their ideas [are] collated into the performance. They 
might not have control over which ideas are chosen or how it’s structured but they nonetheless 
created the idea (Personal Interview, 28 May, 2010).
In developing the performance, Teacher Artist 1 believed that “… a teacher artist has to listen really carefully 
because we want to hear what [the students] are giving us so that we can include their voices and honour them” 
(Personal Interview, 17 August, 2009). One example of  this can be seen in the development of  Precious [regional 
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2010]. The title emerged from a classroom workshop that used story drama as the art form. The children were 
undertaking activities based on the picture book Sarah’s Heavy Heart (Carnavas, 2009), which explores the notion 
of  childhood sadness and depression. The heavy heart drama made a real impact on the children because of  
its emotive qualities, and it created opportunities for deep thinking. In discussion, the teacher artists asked the 
children how they helped others to feel happy. One child in grade four (aged 9 years) said that “... if  something 
is precious to you, you look after it with all your might”. In the afternoon, the teacher artists reflected on this 
response and “a decision not to investigate the ideas around ‘from little things big things grow’ and action/reaction 
in the performance was made. Instead the notion of  preciousness and emotional connection to things that you 
love and find precious would be the heart of  the performance” (Gattenhof, 2010). And so the performance of  
Precious was born. 
Positioning the students as co-creators in the process provided a tangible opportunity for the children to take 
agency over their participation in the creative process. The performance comprised live performance elements 
undertaken by the students, with the support of  the professional artists. The final performance, approximately 
45 minutes in length, was augmented with pre-recorded interview footage of  children and some parents/carers 
reflectively responding to questions about concepts explored in the workshops and related community-based 
activities. Through the artistic networks and resources available to a large cultural organisation such as Queensland 
Performing Arts Centre the performance was supported with a professional stage design, stage manager and 
technical components such as lighting, sound and digital projection. By foregrounding the students as co-creators 
in the development of  the performance Yonder addressed its stated aim: “to position children as both creators and 
consumers of  art” (KITE Arts Education Program, 2009a). Likewise, it also addressed the stated aim “to include 
children in the life of  a peak cultural institution” (ibid.). 
4.6 Phase 6: Performance
The performance outcome is described in the MOU between the schools and KITE Arts Education Program at 
QPAC (2010) as follows: “KITE teacher artists work with students, teachers and parents over an extended period 
of  time to create a performance piece culminating in a presentation at a peak cultural institution. The performance 
is for the school community and includes exhibitions of  student work and a celebration post-performance”.
To date there have been six performances developed under the Yonder project, all of  which took place in recognised 
cultural venues:
The Ripple (2009) edge-city Brisbane
Precious (2010) regional
Blink (2010) edge-city Brisbane
Stretch (2011) regional
If  … (2011) edge-city Brisbane
Plunge (2012) regional.
Regional performances took place at the Moncrieff  Theatre, Bundaberg, which is located on the main street and 
is easily accessed by the community. Edge-city Brisbane performances took place in one of  the theatre venues at 
Queensland Performing Arts Centre. The performances were a culmination of  the AIR workshop experiences in 
the classroom.
The performances were presented to the school community and included exhibitions of  student work and a 
celebration post-performance. The projects engaged professional artists/arts workers with whom the children 
engaged during the AIR workshops, with follow-up opportunities to re-engage with these artists at family 
workshops run at local art galleries. 
Teacher Artist 2 stated that the performance served two functions within the project:
The performance is important … it’s the culmination, but it’s also a motivation. I believe children 
want a real world outcome. This is especially important for those children whose homes are so 
different from the school environment. They don’t often see the connection [between school and 
16 17
home experiences]. They don’t often understand what they’re doing at school is important because 
it actually has nothing to do with the real world (Personal Interview, 28 May, 2010).
A professional artist working on the project stated that the performance was paramount, as the arc of  the project 
continued to support notions of  agency within an art-making process for the students:
The performance element is something that children can invest in, co-create and perform. I think 
at its best, performance has the potential to be a life changing experience for creators of  work, and 
also an audience. Performance is also a very personal and immediate process of  sharing between 
artist and audience. The transfer of  art from one person to another, or from artist to audience, 
that’s a really enriching process because it’s so personal (Personal Interview, 23 March 2011).
Teacher Artist 1 stated that the role of  the performance for the students “… is not about these kids being perfectly 
in line and doing it. … They’ve never been in [the theatre] space. It’s about releasing them into the play of  that 
theatre, into that performance …to work with an artist that can help … support them playing in it” (Personal 
Interview, 13 April, 2011).
Performance Themes and Performance Structure
Throughout the life to the project the performance themes were clustered around notions of  cause and effect (The 
Ripple edge-city Brisbane 2009; Precious regional Queensland 2010; Plunge regional Queensland 2012) and change 
and adaptation (Blink edge-city Brisbane 2010; Stretch regional Queensland 2011; If  … edge-city Brisbane 2011). 
The choice of  the theme of  cause and effect, or change and adaptation, was not arbitrary. Teacher Artist 3 noted: 
“It came about because of  students’ responses in workshops. It became obvious that there was a lot that happened 
in their lives, that they didn’t have a lot of  coping mechanisms for dealing with situations” (Personal Interview, 12 
April, 2011). 
The themes were always child-centred and nuanced according to the experiences of  the students involved. For 
example, the notion of  cause and effect was explored in two separate productions. The Ripple “explored cause and 
effect in a variety of  ways and art forms, which led to questions about [the children’s] power and their ability to 
have an effect in the world” (KITE Arts Education Program, 2009b). Precious explored the same theme through 
“promoting children’s thinking around the importance of  happiness and caring for oneself, whilst also being aware 
of  the needs of  others” (KITE Arts Education Program, 2010c). 
Over the course of  the project the performances developed a similar structure to enable the management of  the 
time teacher artists had in schools and how best to facilitate the students in the performance. Each performance 
was divided into three sections of  approximately 8–10 minutes each of  stage action. This allowed each school 
to have a defined section that assisted with their approach to the rehearsal and delivery of  the performance. The 
structure also allowed the art forms used in each project to be developed by the students in each of  the sections. 
For example, in the performance titled Precious, section one, ‘Precious self ’ (dance), allowed students to convey 
what was precious to them as individuals through drama and movement vocabulary. The second section, ‘Precious 
others’, conveyed ideas and feelings about how they help friends and family, through movement and music. The 
final section, ‘Precious place’, used shadow work to convey places in the town and activities that children named as 
being special to them. Each section was preceded by pre-recorded interviews of  children’s responses to questions 
based on the thematic responses for the section.
The teacher artists were interested in developing an open work3 ; however, in performances prior to Stretch (2011) 
the notion of  multiple points for interpretation caused a few difficulties for both the students and the audiences. 
During a reflective interview Teacher Artist 1 made comment on the performance outcome by saying, “It has 
become a bit too abstract; we need to get students back into role, and there needs to be a little bit more of  a hero’s 
journey narrative with an open structure for ease of  understanding” (Personal Interview, 3 December, 2010). The 
comment here related to the fact that the majority of  children involved in the performance were in grades 2 and 
3, in which traditional narrative structures are taught explicitly. Teacher Artist 1 was signalling that in subsequent 
3 The term ‘open work’, coined by Umberto Eco (1962), is an artistic process in which an artist makes a deliberate decision to leave some of 
the constituents of the artwork incomplete. In this case, the location of meaning was not pre-determined, but was left open for the audience to 
interpret.
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performances the structure needed to provide more obvious signs and symbols for the children and audience 
members to connect with to construct meaning. 
As a direct consequence, this need for greater use of  universally understood signs and symbols was enhanced in 
the regional performance in 2011. Stretch (2011) was supported by “oral narration for the first time, which was a 
major difference. This occurred mainly because of  feedback from previous audiences and people who had been 
involved with the project. The creative associate and I sat down and looked through the previous productions 
and felt this would be a way of  addressing the fact that the audience seemed to be not really clear about what was 
happening” (Personal Interview, 12 April 2011).
When asked to comment on the performance outcome, the majority of  children’s responses were clustered around 
the notion of  audience response to their work and an increased feeling of  self-worth. Comments included: “Happy 
and excited because it made me a good leader and a good performer”; “Very good because we got to show how 
we really feel inside” (Student Yonder Written Reflections, edge-city Brisbane, 2010); “My favourite moment of  the 
performance was when it all went good and when the crowd cheered and clapped, also when everybody tried their 
best at it all” (Student Yonder Written Reflections, regional Queensland, 2011). 
4.7 Phase 7: Debrief  and evaluation 
KITE teacher artists; professional artists (musician, choreographer/dancer, designer, film-maker, 
magician/illusionist, circus artists); school (key teachers and administrators); students and school 
community (parents and carers); partner organisations.
“KITE is committed to continuous reflection and questioning regarding the purpose, validity and feasibility of  
the project’s founding aims and objectives” (KITE Arts Education Program 2010c, p.5). Through observation 
of  the teacher artists it can be said that they engaged reflective practice strategies to hone and refresh the project 
and the classroom workshop activities. This reflective practice was undertaken in two ways. Firstly, the reflection 
was undertaken as “reflection on action” (Schon, 1983) through the post Yonder project debrief  sessions with 
key teachers, students and professional artists. The ‘reflection on action’ was undertaken through discussion and 
informal written evaluation. Secondly, the reflection was undertaken whilst the project was running in schools, in 
a cycle called “reflection in action” (Schon, 1983). The use of  “reflection in action” allowed the teacher artists to 
be responsive to the outcomes of  any classroom workshop. It ensured that the workshops were tailored to student 
needs and were adaptive to changing environments and physical spaces within a school.
“Internal action research and evaluation is undertaken to inform decision-making, creative practice and lines of  
enquiry using a range of  methods such as focus groups, surveys, reference committees and consultation with 
artists” (KITE Arts Education Program 2010c, p.5). Reflective activity was most usually undertaken by the teacher 
artists and included (but was not limited to):
Oral and written feedback from students and key teachers two to three weeks post performance• 
Written feedback from school administrators• 
Written feedback from community agencies and member representatives • 
Written feedback from students• 
Feedback from KITE Arts Education Program Reference Group (Brisbane-based)• 
Feedback from • Yonder Steering Group Committee in both edge-city Brisbane and regional 
Queensland 
Ongoing conversations (both formal and informal) with QUT external project researcher about • 
emerging findings.
4.8 Phase 8 Professional development for teachers and administrators 
This will be addressed in section 6.0 of  this report. It is important to develop systemic plasticity and adroitness.
18 19
4.9 Phase 9 Beyond Yonder activities 
Local cultural organisations are continuing arts practice through displays at the local art gallery/library, with the 
art gallery running visual art workshops after school hours or on school holidays. 
The purpose of  the after school and weekend Family Art Workshops was to encourage parental involvement 
with their children in the project and to introduce parents/carers to the gallery and the activities it offers. The 
art workshops connected to the ideas and concepts explored in the classroom and the culminating performance. 
Logan City Gallery and Bundaberg Regional Art Gallery (BRAG) ran workshops in parallel to the classroom 
workshops conducted by the teacher artists. A professional artist or the gallery staff  facilitated the workshops. 
This built connections between the local artistic community and local schools.
A regional principal noted that the Family Art Workshops were important not only in connecting families and 
community members to the Yonder project but that the workshops offered significant opportunities to broaden 
the range of  activities undertaken by families that had a limited palette of  experiences due to their economic 
circumstances:
For our parents and for the wider community it has been really lovely. We’ve had a couple of  
parents who normally probably wouldn’t have gone anywhere, wouldn’t have done anything, 
except now, every time that the art gallery has workshops they go to that. Every time that there is 
a function on they’re at that function and they can see the worth of  what has happened with their 
children because of  the workshops and those community connections. It’s also about them being 
willing to take their children to things which, before, they wouldn’t have done. They would have 
stayed home and watched the telly, that’s the main source of  entertainment (Personal Interview, 
13 April, 2010).
Logan City Gallery ran monthly family arts workshops on weekends in 2010 and 2011. 
Bundaberg Regional Art Gallery (BRAG) ran monthly after school family arts workshops in 2010, 2011 and 2012. 
As a direct result of  the family arts workshops being initiated by KITE Arts Education Program the gallery is now 
running Beyond Yonder activities (see section 5.0 for more detail).
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5. Yonder Project Approach to Continuous Cycle of  Improvement
Effective arts education programs undertake informal and formal evaluation to determine the ecology of  the 
project. “Under certain conditions small changes can sometimes ‘tip’ a system and lead to a cascade of  sustained 
change” (Rabkin & Redmond, 2004, p.145). The following section will address the research question: How does 
Yonder evolve and improve in-action and in-site?
5.1 Responsiveness to Ongoing Development of  the Yonder Model
Teacher Artist 1 (2011) commented: “Yonder is constant negotiation; constantly negotiating with Education 
Queensland, QPAC, the schools, the teachers, and with the artists on macro and micro levels”. The KITE Program 
Manager and the teacher artists use data gathered from Phase 2 (school and community consultation) and Phase 7 
(debrief  and evaluation) directly to make ongoing enhancements to model delivery. Whilst teacher artists delivered 
school-based workshops they consistently reflected at the end of  each day on the effectiveness of  the sessions, and 
made any necessary modifications. This included “modifying the lessons, simplifying the content, negotiating how 
to work (with) children with profound behaviour and intellectual issues (such as) removing the furniture from the 
classroom” (Personal Interview, 12 April, 2011).
As a result of  reflection and debriefs from previous iterations of  the project, the KITE Arts Education Program 
noted that one of  the challenges and learnings had been “the set design for the performances” and “to appropriately 
resource the project with experienced technical staff  and artsworkers” (KITE Arts Education Program, 2010c, 
pp.4-5). As a direct result, the regional Queensland project in Bundaberg (2011) had an increased number of  
professional artists and support staff  to ensure quality of  outcome. Teacher Artist 3 stated that this resulted 
in “huge improvements to the project itself. The set design and the lighting were amazing and it was all very 
professional. It definitely increased quality of  the end production, which was only a small part of  the overall 
project, but certainly did expose the children to something quite professional” (Personal Interview, 12 April, 2011). 
Another example of  this process in action occurred through formal observation and feedback of  the regional 
project (2010). The research noted that the teacher artists undertook a large amount of  project management and 
planning to implement workshops of  high artistic quality. At times this resulted in teacher artists only having 
small amounts of  time to plan school-based workshops whilst trying to undertake other management tasks. To 
remedy this situation, in 2011 and 2012 the Yonder project engaged a creative associate to facilitate the performance 
development. Teacher Artist 1 made comment on the impact this change made to their work in the project:
I think it’s paid a lot of  dividends. To create and generate ideas we do need a director on the 
outside. I work beside children. It does need that other creative person for continuity, relationship 
networking and because of  teacher artistry you need continuity ... I really believe that. I think we 
also need artistry coming in to keep re-invigorating the model and to recharge it so it does not get 
too generic (Personal Interview, 13 April, 2011).
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The professional artist engaged in the role of  creative associate noted: “my role has been actually as a real driver 
behind the ideas for the devising” (Personal Interview, 23 March, 2011). By engaging such a role on the project, 
teacher artists were able to spend more time developing the school-based workshops and supporting the children 
during the rehearsal and performance period. It also released them from spending large amounts of  time negotiating 
with various departments in the development of  the performance. This was undertaken in the following way: “I 
liaised at the artistic end and was also able to feedback conversations with the sound and video designers. [Teacher 
Artist 1] and I … have been liaising with them in terms of  feedback and I’ve also been contributing to the rehearsal 
process in the process phase of  it” (Personal Interview, 23 March, 2011).
This process of  continuous improvement could only be achieved because of  the length and intensity of  the 
project over a three-year period.
5.2 Community Hubbing
Developing capability and capacity to extend and develop the model of  arts interventions in communities will enable 
a project such as Yonder to establish viability beyond the direct delivery of  the model in schools and communities 
by the teacher artists and professional artists. In the Yonder project this was referred to as ‘community hubbing’. 
Put simply it is a process by which artistic needs are matched with artistic capacities in the community and by the 
community. Teacher Artist 1 commented: “we’re … like a telephone exchange … where you are connected one 
with another” (Personal Interview, 3 December, 2010). In saying this, it can be inferred that the teacher artists and 
the KITE Arts Education Program @ QPAC work as brokers in setting up partnerships to extend the arts learning 
experiences for students in their communities. This brokering includes identifying funding partners, and partnering 
venues, seeking artists and/or companies to deliver the arts experience, generating publicity and advocacy about 
the activities within the communities and co-managing and mentoring the projects with the presenting venues. 
“In response to survey feedback, KITE plans to maintain the connections between families, schools and galleries” 
(KITE Arts Education Program, 2010c, p.4). The following key activities have occurred in edge-city Brisbane and 
regional Queensland, post Yonder, to support and extend the outcomes of  it being in schools.
Edge-city Brisbane
Retrospective Display at Marsden Library January 2010
Display of  Yonder artwork, photographs and the DVD of  the performance from October 2009 at Marsden Library 
during the summer school holidays.
Retrospective Display at Logan Art Gallery April 2010
Display of  Yonder artwork, photographs and the DVD of  the performance The Ripple at Logan Art Gallery during 
the Easter school holidays.
Holiday workshops supported by Logan City Council and Every Child Counts January 2011 KITE Arts Education Program 
@ QPAC (KITE) partnered with Dead Puppets Society to present drama and puppetry workshops at Kingston 
Butter Factory — venue was provided in-kind by Logan City Council. Unfortunately the workshops had to be 
postponed due to the January 2011 flood crisis.
C!RCUS Time July 2011
KITE Arts Education Program @ QPAC (KITE) brokered a relationship between Woodridge North State School 
and Every Child Counts to fund artists from CIRCA, Brisbane’s premier contemporary circus company, to run 
workshops for edge-city Brisbane school students. The workshops built on the students’ experience and skills 
developed in 2009 when the edge-city Brisbane performance The Ripple focussed on circus as a driving art form.
Grand Fam Hip Hop July 2011 
KITE Arts Education Program @ QPAC (KITE) partnered with Every Child Counts to fund artists from Contact 
Inc. to present workshops at Kingston Butter Factory with grandparents/parents and their children working 
together to create original hip hop and movement pieces. It built on experiences of  the family art workshops 
hosted in 2009 and 2010 between the Yonder project and Logan Art Gallery.
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Summer Holiday Workshop Program January 2012
KITE Arts Education Program @ QPAC (KITE) partnered with Every Child Counts to fund independent artist 
Natasha Budd and artists from Circa, Brisbane’s premier contemporary circus company, to run workshops for 
edge-city Brisbane school students. These activities included one week of  drama-based activities at Kingston 
Butter Factory, drama-based with Natasha Budd; and two weeks of  circus workshops held at Woodridge North 
State School Hall and Eagleby South State School Hall. Each week of  workshops culminated in a performance for 
parents/carers, families and community members.
Regional Queensland
The Yonder project aligned with Bundaberg Regional Council’s (BRC) corporate plan and aspirations around 
inclusive community engagement. According to Director of  Community Cultural Services, Bundaberg Regional 
Council, “… the corporate plan has long term goals for being a vibrant, inclusive and caring community, with 
an outcome for a safe, active and healthy community, using a strategy to engage the community and develop key 
partnerships to support planning, community programs and information” (Personal Interview, 24 February, 2011). 
The Yonder project directly impacted on BRC’s social plan. “… our social plan includes a whole lot of  outcomes for 
communities of  all ages, particularly in the areas of  family and children. We include enhancing and strengthening 
support to families, enhancing family functioning, improving positive pathways for children and increase the 
levels of  community participation for families. So it’s really part of  our whole social fabric” (Personal Interview, 
24 February, 2011). 
BRC, through Director Community and Cultural Services, provided infrastructural support to the project. KITE 
was provided with an office adjacent to the main Council office. This allowed the teacher artists access to phone, fax, 
email and photocopying whilst in the region. BRC staff  members were delegated to assist with the organisation of  
the SUP in the Council’s Civic Centre and key Council staff  members were part of  the Yonder steering committee 
in Bundaberg. This tangible support went some way to replicating the infrastructure that the teacher artists have 
access to through QPAC.
The alignment of  strategic goals of  BRC and Yonder also were able to be operationalised by Bundaberg Regional 
Art Gallery (BRAG):
We use the policy as a tool to achieve goals such as encouraging community participation in 
arts and cultural activities. And the Yonder project was identified as a project that could achieve 
such goals. The Council recognises that such an investment has long-term social benefits. That is 
another reason to support the Yonder project because they were involving a number of  different 
levels in the community as well, encouraging those interactions between children, parents and 
teachers (Personal Interview, 22 February, 2011). 
Beyond Yonder Club
One of  the most dynamic outcomes of  the Yonder project in Bundaberg is the establishment of  the Beyond Yonder 
Club through the community partnerships. The initiative of  KITE and BRAG develops longevity of  the project 
within the regional community by building on the arts-based workshops available to families while the Yonder 
project was operational in the region in 2010 and 2011. According to Teacher Artist 2:
Beyond Yonder is a way of  maintaining the arts practice while we’re not there. We introduced a group 
of  [parents and carers] to the gallery through the Yonder project ... to really consolidate that so that 
these people visit the gallery on an ongoing basis for years and years to come. We are building 
on the first four workshops that we completed at the gallery [whilst Yonder was in Bundaberg] … 
called the Beyond Yonder Club. The Bundaberg Regional Art Gallery have come on board ... [to] 
facilitate all of  the invites, all of  the organising ... So it’s a real partnership between the Bundaberg 
Regional Art Gallery who will provide all of  the labour in terms of  the organisation and all of  the 
non-consumable resources and their space … that will keep it going through to December [2010 
until ... we go back and start it up again with the Yonder project [February 2011] (Personal Interview, 
28 May, 2010). 
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Teacher artists who had brokered this partnership reported that, since its inception in 2010, Beyond Yonder was 
strong and dynamic with BRAG now running art workshops independently of  when the Yonder project is in the 
region. “It is a very strong relationship. They’ve been (programming activities) in the last six months when KITE 
is not there. They are doing that all completely independently. So it is just a matter of  us just popping in to offer 
our support” (Personal Interview, 12 April, 2011). Teacher Artist 1 made the point that:
Yonder helps to pay for resources, catering and communications. BRAG pays for [BRAG public 
programs officer] time. KITE helps the communications to the schools, but essentially it is very 
much a Yonder/BRAG workshop for Yonder families. And what is lovely is that three or four families 
from last year are still going. I know that is not a lot but when you’re working in these communities 
it takes a while (Personal Interview, 13 April, 2011). 
The BRAG Public Programs Officer believes that these workshops are important in developing community 
creativity and connectedness, particularly for sectors of  the community that may not have previously accessed the 
resources.
In the long term, I think the children and parents and families that participated in the project are 
going to create a community where the arts are valued and children feel a part of  their community, 
so it’s only going to have a positive community effect. I think these kids are going to grow up to 
be consumers of  arts. Whether that is in our art gallery or in surrounding areas, I think it’s going 
to have long-term benefits (Personal Interview, 22 February, 2011). 
An observable result of  the community hubbing activities initiated by KITE Arts Education Program @ QPAC 
(KITE) at a regional level has been the increased engagement by children and their families with the cultural 
programs offered and with regional cultural venues. The Director of  Community Cultural Services, Bundaberg 
Regional Council, noted:
We had greater participation within projects, workshops and activities from children and family 
related activities across our social and cultural and community functions. Another good outcome 
was better communications between Education Queensland, who are primary in delivering the 
programs with their teachers and our own staff. There is evidence that out of  this we have seen 
more families and children using our library services. And it is not just for the children, it is also for 
the adult members of  families that go with them (Personal Interview, 24 February, 2011). 
Increased participation numbers by children and their families from 2010 to 2012 in the regional community was 
also reported at the Beyond Yonder workshops run at BRAG. 
I was happy to see families that had come from last year’s [2010] program return. There were 
three families I believe that did that and brought their children back. There were also families 
and parents that I’d never met before, and also I believe that there was at least one, if  not more, 
teachers there last night, so that was really good. Last year [2010] we held five fun shops, this year 
[2011] we’re holding eight. And I also tried to take into consideration the fact that there would be 
families from last year attending this year, so they may not want to attend all repeats. So we have 
four workshops out of  the eight that were the same as last year, and we have four new ones. And, 
interestingly enough, the families that participated last year have said to me that they still want to 
come to the ones that they already did because, in a way, it has given them a bit of  confidence; they 
know what to expect. And last night we talked to one family about ... the daughter in that family 
helping me to run a specific workshop (Personal Interview, 22 February, 2011). 
Whilst acknowledging that to date a number of  significant achievements have been witnessed at regional level, 
particularly around increased accessing of  cultural services by children and their families, the Director of  
Community Cultural Services, Bundaberg Regional Council, noted that one of  the hurdles at a regional level for 
programs such as Yonder is that they may need a longer time and greater commitment by the local educational 
authorities, at a curriculum level, to embed in the community to ensure deep impact.
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Probably it comes down to the hurdles for the continuation of  the program by the schools. Now 
this is not an official view of  Council because I haven’t put it to Council, so it’s my own private 
view. So I need to preface it by that. But it’s a three-year program, and in regional areas it is difficult 
to embed these things in the longer term, and it’s always difficult for these projects to extend 
beyond three years, but probably, in my experience, three years is enough to get it going, and then it 
runs out of  steam. Five years just embeds it. I would suggest that five years is probably more likely 
in demographics of  regional areas such as ours (Personal Interview, 24 February, 2011). 
The activities around community hubbing directly addressed the project’s aims of  “build[ing] a template of  practice 
and leaving a legacy of  resources and curriculum documentation that may be utilised beyond the life of  the Yonder 
project” and “to affirm the value and benefits of  arts participation and access through the coming together of  
parents, teachers and children in a shared environment” (KITE Arts Education Program, 2010c, 37).
As part of  the Yonder exit strategy a retrospective exhibition of  workshops and performances in regional Queensland 
from 2010 to 2012 will be held from November 8 2012 to January 8 2013 at Bundaberg Regional Art Gallery 
(BRAG). The exhibition, curated by theatre designer Maria Cleary, will contain photographs, artefacts (objects 
from the set of  the performances), video, music and children’s work samples. Such an exhibition supports the 
Yonder project’s commitment to leaving a legacy of  resources in the community.
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6. Outcomes for Learners and School Communities 
Yonder is KITE’s large scale, three-year, arts-based learning project designed for those communities with least 
access to the arts that engage communities in deep, rich and meaningful arts participation through consultation, 
residencies, ideas generation and workshops with professional creative artists, culminating in a student performance 
at a significant cultural institution. The Memorandum of  Understanding (MOU) between the schools and KITE 
Arts Education Program at QPAC (2010) states: “[the Yonder project] is designed for those communities most 
at risk of  social exclusion”. Champions of  Change: The Impact of  the Arts on Learning (Fiske, 1999) begins with an 
analysis (Catterall, Capleau & Iwanaga, 1999) from data about student achievement gathered by the United States 
Department of  Education. “It showed that low income students who were high arts participators did better in 
school and in life than peers who were low arts participators” (Rabkin and Redmond, 2004, p.7).
This section will report on demonstrable outcomes for students and school communities engaged in the project. 
It directly addresses the research question: Is Yonder an effective model of  CCD in schools and communities as 
demonstrated by high quality student experiences through arts-rich activities? 
The Yonder project was student-centred in its approach to the development of  a performance product. Therefore, 
much of  the data emerging from the project articulated the experience from the student point of  view and pointed 
to student achievements or changes in students, both academic and personal, as a result of  engagement with the 
project. These findings are consistent with findings in like projects in Australia and internationally. 
6.1 Engagement in the high quality arts experiences
According to Teacher Artist 1, “Yonder is an intervention for those children who are not on an even playing 
field with other Australian children” (Personal Interview, 13 April, 2011). The teacher artists and professional 
artists worked in conjunction to deliver arts experiences through the classroom workshop program with the key 
teacher in each school. As noted in the description of  the Yonder model (section 4.0), the Yonder project placed a 
strong emphasis on participating students working as co-creators in the development of  content and performance 
outcomes throughout the life of  the project. In this sense the project fulfilled two of  the stated project aims for 
children: “to position children as both creators and consumers of  art” and “to provide gateways to a creative life 
through experiential processes … gateways that enable ease of  access to future creative experiences” (KITE Arts 
Education Program 2010c, p.37). 
6.1.1 Life-Long Learning Pathways
The majority of  principals and key teachers believe that the project provided strong pathways for students to 
experience the arts and to possibly develop life-long engagement with arts experiences. Key teacher K and 
Principal H noted: “It’s the exposure to the arts from movement through music. A lot of  these kids don’t get that 
exposure at all and it helps them develop a confidence” (Personal Interview, 17 March, 2011); “the program’s gift 
is immersion into what it means to be a performer or an artist and how that links to everyday life and how that 
links to our requirement ... to become lifelong learners” (Personal Interview, 17 March, 2011). 
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The inclusion approach to developing life-long learning is consistent with the Australian Curriculum, Assessment 
and Reporting Authority’s (ACARA) statement about the general capabilities to be embedded in subject areas that 
are part of  the Australian National Curriculum: 
Increasingly, in a world where knowledge itself  is constantly growing and evolving, students need 
to develop a set of  knowledge, skills, behaviours and dispositions, or general capabilities, that 
apply across the curriculum and that help them to become lifelong learners able to live and work 
successfully in the diverse world of  the twenty-first century (ACARA, 2011).
The general capabilities included in the Australian National Curriculum are:
Literacy• 
Numeracy• 
Information and communication technology capability• 
Critical and creative thinking• 
Personal and social capability• 
Ethical behaviour• 
Intercultural understanding.• 
The Yonder project specifically targeted literacy, critical and creative thinking, personal and social capability and 
ethical behaviour. Outcomes that contributed to student achievement in these areas are discussed in 6.2 and 6.3 
of  this report.
Two principals involved in the project since 2010 articulated that the purpose of  the arts experiences, including the 
performance, delivered by the Yonder project was far greater than a satisfying art experience for the students. The 
principals stated that outcomes from such a project potentially provided an avenue for students from low socio-
economic backgrounds to see alternative pathways to the welfare cycle.
For some of  these families, when you are second and third generation, work for the dole and you 
make work for the dole your life. (Yonder) shows that there are other things that their kids can 
do. Students see that there is a way out of  the cycle. They have been given the opportunity to do 
something like this and these kids can actually achieve it. It shows families that they are only limited 
by their imagination, not by the house that they’re living in (Personal Interview, 13 April, 2010). 
To deepen students’ experience of  live performance, KITE liaised with programming staff  at Bundaberg’s Moncrieff  
Theatre to make tickets to the touring production The Gruffalo (an adaptation of  the children’s picture book of  the 
same name) available at no cost to the school-based staff  and students involved in Yonder in Bundaberg. A similar 
approach was taken to allow edge-city Brisbane Yonder schools to participate in workshops and performances 
during Out of  the Box (a festival for children 8 years and under). Undertaking such habitual activities of  engagement 
helps KITE to achieve its stated aim for students, ‘to promote a disposition for the arts” (KITE Arts Education 
Program, 2009a), through engagement with professional theatre and arts experiences tailored for early childhood 
students.
It should be noted that a factor influencing the quality of  and engagement with arts-rich activities is dependent on 
the engagement and stability of  the key teacher located in the participating school. This will be discussed further 
in section 7.1 Dynamic environments.
6.1.2 Connections to Other Learning Areas
During post-participation interviews eighty per cent of  school administrators (principal or deputy principal) 
remarked that the Yonder project demonstrated a strong link to literacy development through other art forms. 
[The program provided a] deeper understanding of  how drama and literacy can be linked together. 
So we can have that cross-parity between curriculum areas. For teachers to be able to see that they 
can link a drama performance back to literacy or back to other key learning areas is important. 
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Teachers don’t have a lot of  exposure to that sort of  program in the schools (Personal Interview, 
17 March, 2011).
The impact of  the Yonder program, particularly in drama activities, to engage students meaningfully in literacy 
development was noted by eighty per cent of  teachers directly engaged in the classroom workshops and 
performance. Teachers commented that it “increased awareness of  the power of  drama to teach literature and to 
motivate students in English” (Personal Interview, 17 March, 2011); “I feel more confident to include drama in my 
planning across other key learning areas, especially literature” (Teacher J, 2011). 
6.2 Student Outcomes from Engagement with Arts-Rich Learning Experiences
The student outcomes from the project can be clustered around two main outputs:
Development of  oracy and literacy competencies in reading and writing1. 
Development of  social competencies.2. 
The changes in academic and social competencies demonstrated by students involved in the project are supported 
by recent research conducted by Caldwell and Vaughan (2012) around a like-minded Australian arts engagement 
project that found: “The confidence gained from arts programs … spilled over to other areas such as academic 
studies and the behaviour of  students showed improvement through their participation in the arts program” (p. 
16). 
6.2.1 The Development of  Oracy and Literacy Competencies 
One of  the stated Yonder aims for children is “to develop and promote literacy in and through the arts” (KITE 
Arts Education Program, 2009). This aim is also articulated at a school level where “improving literacy outcomes 
are a high priority” (Teacher J, 2011). This connection to improvement of  literacy in students was key to the 
Yonder project as the target student group for project engagement were children in Year 3. At this juncture in the 
Australian schooling system, Year 3 students undergo standardised testing in literacy and numeracy through the 
National Assessment Plan – Literacy and Numeracy (NAPLAN). Whilst the merits or deficiencies of  NAPLAN 
will not be discussed here it should be noted that programs such as the Yonder project may be able to assist students 
in literacy acquisition by providing alternative structures and pathways to the development of  literacy competency, 
particularly for students from low socio-economic status (SES) backgrounds. The students and school communities 
that have engaged in the Yonder project since 2009 fall into the demographic of  low socio-economic status. A study 
undertaken by Catterall et al. (1999) noted the comparative gains in reading proficiency for arts-involved students 
are more pronounced in low SES youngsters than in more advantaged students. Catterall et al. (1999, p.17) go on 
to say, “The arts do matter – not only as worthwhile experiences in their own right … but also as instruments of  
cognitive growth and development and as agents of  motivation for school success”.
The following graph illustrates the key teacher responses to the statement about observable improvement in 
literacy across identified outcomes for their students. At the conclusion of  the final project iteration (February–
May 2012), key teachers from each of  the eighteen participating schools were surveyed to provide responses about 
their observations of  student change and achievement in literacy as a result of  engagement in the project. It is 
important to note that the following graph illustrates the key teacher responses to the statement about observable 
improvement in literacy across identified outcomes for their students and that the results to date have not been 
compared to standardised tests such as NAPLAN. The figures on the horizontal axis indicate the number of  
teacher responses in each category, which were pre-determined by the researcher.
26 27
This graph, along with qualitative comments collated from key teacher interviews at six monthly intervals, points 
to the most significant growth being in student achievement in the area of  oracy. This finding is supported 
by previous studies (Hetland & Winner, 2001) that also point to an increase in verbal skills through student 
engagement in the arts. Hetland and Winner (2001) undertook a meta-analysis of  80 reports on the impact of  
the arts on student achievement and “identified a causal link between classroom drama and increased verbal skills 
which transferred into new materials” (Caldwell & Vaughan, 2012, p.74). Principal I (2012) noted: “building skills 
in oral language is fundamental to the academic progress of  students, and it is an area of  major focus in low SES 
areas”. The Yonder project provided pedagogy to develop oral literacy, as the art form of  drama uses voice as a 
major instrument of  communication. John O’Toole (1991) claims that oracy is a forgotten basic in the curriculum, 
and a project such as this has been able to foreground the development of  oral communication skills. The Yonder 
project also provided strong opportunities to develop oral literacy, again due to drama using voice as a major 
instrument of  communication. To be able to communicate confidently to others is to be able to represent oneself  
in the world. Engagement in Yonder has allowed students to develop a greater sense of  self, and to project to others 
through an enhanced development of  oracy.
This finding supports anecdotal evidence from teachers and school administrators who noted in interviews 
that, for many children in the Yonder schools, oracy, through substantive conversation, was not engaged at home. 
Principal B commented: “Schools are fairly ordinary at doing oral language … It gave us opportunities to extend 
the essential learnings in the area” (Personal Interview, 13 April, 2010)). A key teacher supported evidence in the 
improvement of  oral language: “I’m finding they are verbalising more about what they have been doing with the 
Yonder project. Now the students have a voice” (Personal Interview, 20 April, 2010). From this evidence it can 
be stated that the teacher artists’ choice of  dominant art form, drama, was highly appropriate for the workshop 
activities, as it enhances an area of  the curriculum that schools feel they are deficient in. 
Alongside this strong demonstration of  student achievement in oral language is data that shows improvements 
in written literacy for students. In the first instance, the change in written literacy can be identified as increasing 
students’ motivation to engage in written activities. Comments made by key teachers in the interview indicated a 
positive change in student attitude with regard to engaging in writing. This was captured in such responses from 
key teachers as: “I’m finding they are eager to write about what they are doing. I found that that they are enjoying 
the writing” (Personal Interview, 20 April, 2010). “Some of  the writing pieces that they have done in their journals 
after a workshop are just amazing, especially for some of  our low level literacy kids that usually struggle” (Personal 
Interview, 21 April, 2010). 
The evidence demonstrates a change in the children in regard to their disposition to want to write and speak about 
their experiences in the Yonder project. It also demonstrates that the focus on oracy in the classroom workshop 
activities support outcomes for students in writing and reading. Teachers J and K noted: “[child’s name 1] he is 
28 29
more confident with his own and willing to have a go at writing” (Personal Interview, 23 March, 2011). “[child’s 
name] at the beginning of  term 1 was loathe to write and express himself  orally. He benefited from games using 
movement/dance to portray a story. [child’s name] gained confidence to write from his [Yonder] journal writing and 
reading. He is now able to write and re-read simple sentences” (Teacher K, 2011).
An emergent theme around literacy development is the potential link between the physical embodiment of  
concepts in the project and the written activity undertaken post workshop. Principal H believes that there is a link 
between the physicality of  the drama and the dance forms used in the project in assisting students to “express 
themselves in different ways. Physically they can express themselves and then they can do it in a written form” 
(Personal Interview, 17 March, 2011). A key teacher reinforced this view: “their comprehension with reading has 
definitely improved this year. We have seen that with all of  the assessments we have just done for reporting. Their 
comprehension has grown and I think that is again partly because we’re actually getting in there and we are role-
playing and they’re relating to the characters and their own experience, so I think their reading is definitely more 
meaningful now” (Personal Interview, 25 November, 2010). 
In some cases, evidence shows that students are able to attribute their involvement with the Yonder project as having 
a direct effect on their academic achievements and behaviour due to their increased sense of  worth. Comments 
included: “Yonder has changed me in a way to be respectful and how to be patient. I thank the KITE project for 
changing me into a better person and I have been better at a lot of  things like English and Art and also Maths” 
(Student Yonder Written Reflections, edge-city Brisbane, 2010); ”I have learnt how to behave … I been good at 
Maths and English and that is changed a lot (sic) because I was really bad at Maths and since I’ve started Yonder I 
have been really good at it” (Student Yonder Written Reflections, edge-city Brisbane, 2010); “I’ve changed, when 
people tell me off  I don’t charge up” (Student Yonder Written Reflections, edge-city Brisbane, 2010).
As the student comments above demonstrate, the gains in academic achievements can be linked to social 
competencies in terms of  self-regulating behaviour, empathy and resilience. The development of  self-worth is 
not limited to classroom-based Yonder activities, nor is it limited to the students engaged in the project, but it can 
extend to family members.
I believe that the children and families who attended the Beyond Yonder workshop developed 
confidence, not just in their ability to manipulate media and create art works but confidence in 
feeling a part of  their community and also a feeling of  being important in their community. So we 
offered them the chance to be creative in a safe environment, explore, problem solve and interact 
with other children and families, and I think those combined experiences have given them a sense 
of  worth and a sense of  positive look at themselves (Personal Interview, 22 February, 2011).
Student gains in increased self-worth and self-esteem have led to increased confidence in their ability to 
master situations outside their usual environment and to engage more meaningfully in academic activity. These 
demonstrated student achievements show that “For teachers, the arts can be a vehicle for reinforcing academic 
knowledge or reaching children who may struggle with more conventional classroom approaches to education” 
(Wells cited in Hughes, 2011, p. 45). 
6.2.2 Development in Social Competencies
The development of  social competencies is one of  the stated aims of  the Yonder Project (KITE Arts Education 
Program). Broadly social competency can be defined as the ability to attain personal or group success in social 
situations (Chen & French, 2008, p.592) that determine a child’s social effectiveness. Social competency may affect 
behaviours, relationships and developmental patterns. These dimensions may manifest in the “exhibition, meaning, 
and development of  specific social behaviours such as sociability, shyness-inhibition, cooperation-compliance, and 
aggression-defiance, as well as the quality and function of  social relationships” (Chen & French, 2008, p.591). 
When asked the question “How did the activities in Yonder make you feel?” a significant number of  children’s 
responses were clustered around an improved feeling of  self-worth. Comments included: “Good about myself  
and helped by our best (sic.)” (Student Yonder Written Reflections, edge-city Brisbane, 2010); “They made me feel 
like I haven’t had been before and amazed (sic.)” (Student Yonder Written Reflections, regional Queensland, 2011). 
This was also mirrored in students’ responses to involvement in the performance. When asked to comment on 
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the performance outcome, the majority of  children’s responses were clustered around the notion of  audience 
response to their work and an increased feel of  self-worth. Comments included: “Happy and excited because it 
made me a good leader and a good performer”; “Very good because we got to show how we really feel inside” 
(Student Yonder Written Reflections, edge-city Brisbane, 2010); “My favourite moment of  the performance was 
when it all went good and when the crowd cheered and clapped, also when everybody tried their best at it all” 
(Student Yonder Written Reflections, regional Queensland, 2011). 
Whilst principals and teachers in the project noted that the greatest challenge in their schools was overcoming 
language deprivation — that is, the development of  substantive conversation — they also acknowledged that 
issues of  self-esteem in their children affected learning and behaviour. According to Malone (2008) the net value 
of  self-esteem and self-concept is intimately linked with a child’s emotional wellbeing.
The data from school principals and class teachers points to visible changes in student self-esteem and self-respect. 
Principal B noted:
Self-esteem is not built into the daily repertoire at home, and sometimes these kids, because of  
what may have happened at home, think badly of  themselves. So they do not have strong self-
esteem. This program is really helping to encourage them. [It tells them] “you are good enough” 
(Personal Interview, 13 April, 2010).
Teachers C and K directly reported changes in self-esteem: [the project is] “all about building self-esteem and 
building self-confidence and giving them a chance to succeed” (Personal Interview, 21 April, 2010). “I have 
noticed a change, particularly with some of  the kids who at times have excluded themselves, then they don’t do 
that anymore; they are far more flexible” (Personal Interview, 17 March, 2011).
The school principals and key teachers were not the only ones to report the increase in self-worth. In post-
performance reflections a number of  students made comment about the change in self-worth they felt. Comments 
included: “They told us how good we are. A lot of  people were proud and happy. It makes me feel better in my 
life”; “I have got a lot of  confidence now I’m not under my shell. I am so joyful now” (Student Yonder Written 
Reflections, edge-city Brisbane, 2010).
The following graph formed part of  the same survey used to collect data around teacher observation of  student 
change and achievement in literacy (June 2012). The graph shows responses from key teachers when asked to 
reflect on the changes in social behaviours in students as a result of  engagement in the project. The figures on 
the horizontal axis indicate the number of  teacher responses in each category, which were pre-determined by the 
researcher. Once again it is important to note that these changes observed by class teachers have not been verified 
against behaviour or psychological tests or scales.
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The table shows strong improvement across multiple areas, with the majority of  key teachers observing changes in 
student willingness to take risks. Of  equal weight are demonstrable changes in students in the areas of  teamwork 
(ability to take turns), engagement (willingness to participate) and empathy (valuing the opinions of  others). This 
finding is supported by Catterall (1999), who noted: “Sustained student involvement in theater arts (acting in plays 
and musicals, participating in drama clubs, and taking acting lessons) associates with a variety of  developments for 
youth … [including] gains in self  concept and motivation, and higher levels of  empathy and tolerance for others 
(cited in Fiske, 1999, p.2). 
 
The quantitative data is supported by the qualitative responses of  the project participants: “[It is] the ability to 
work together as a team, to co-operate with students that they are familiar with and also those from outside their 
immediate sphere” (Personal Interview, 22 February, 2011). “Teamwork/co-operation skills improved over the 
ten-week program. Kids have become more tolerant and considerate of  others’ ideas and how to work together to 
achieve something” (Personal Interview, 16 March, 2010). Students also commented about their increased ability 
to work with others by engaging in turn-taking and team work as a direct result of  involvement in the Yonder 
project, and these were also observed by teachers, as is evidenced in the table above. Comments included: “I’ve 
learned to be kind to other people and not boss people around all the time. I have also learned to not speak when 
other people talk” (Student Yonder Written Reflections, edge-city Brisbane, 2010); “I learnt about working together. 
You help other people and be a team” (Student Yonder Written Reflections, edge-city Brisbane, 2010).
When asked the question “What did you like best about the Yonder lessons?” the majority of  children’s responses 
were clustered around the supportive nature of  the group work. Comments included: “When I was a leader in the 
group” (Student Yonder Written Reflections, edge-city Brisbane 2010); “When we went into groups and did drama” 
(Student Yonder Written Reflections, regional Queensland, 2011). 
In the Yonder project entitled Blink (October 2010) one of  the classroom teachers asked her students to reflect on 
the project and what they had learnt. Most children not only made comment about the performance skills they 
had learnt, the performance or the venue, but they deeply interrogated the changes in each other in terms of  
social competency markers, particularly around being team players. One student noted: “[child] is a better person 
and she knows how to work as a team now, and she’s really nice with her friends. She knows how to change her 
attitude. She knows how to be quiet when you talk and she shares with her friends better” (Student Yonder Written 
Reflections, edge-city Brisbane, 2010). 
The findings emerging from this research that are clustered around the development of  social competency are 
mirrored in like-minded research projects (Caldwell & Vaughan 2012; Ewing 2010; McCarthy et al. 2004; Fiske 
1999) in which instrumental benefits in the areas of  attitudinal and behavioural change occur. These benefits 
include “improved self-discipline and self-efficacy … improved empathy, increased ability to work in teams, a 
greater ability to accept constructive peer feedback; and the adoption of  pro-social behaviours” (Ewing, 2010, 
p.14).
Teacher E (2010) provided a very strong example of  the impact that the Yonder experience had on a student:
This last week I saw a student show empathy for another person for the first time all year. He 
knew [child 1] had been putting a lot of  effort into colouring a complex geometric pattern. I had 
told the children to put weights on their work before leaving the room — it can get pretty breezy. 
[Child 2] left his work unthinkingly. [Child 1] moved his work closer to [Child 2] and shared his 
pencil case as a weight on both sheets. It may seem a small act, but I have seen [child 1] completely 
(italics teacher’s own) unmoved by his friend lying in a crying and bleeding heap in front of  him. 
He is usually so aggressive, competitive and self-absorbed. The kid’s relationships are more open 
and warmer than they were before. 
 
The findings clustered around academic and social competencies can be seen as separate outcomes, but in the 
context of  this project they should be seen as being interrelated as the rise in students’ risk-taking has a flow-
on effect in academic achievement. This was also found in Bernard et al. (2007) around social and emotional 
factors that influence students’ wellbeing, including: “resilience – rational attitudes, coping skills and positive 
work management and engagement skills” (cited in Caldwell & Vaughan, 2012, p.90). Student gains in increased 
30 31
self-worth and self-esteem have led to increased confidence in their ability to master situations outside their usual 
environment and to engage more meaningfully in academic activity. 
Of  particular note, is the mirroring of  the outcomes from the Yonder project with DICE (Drama Improves Lisbon 
Key Competences in Education) (2011), an international EU-supported project. In addition to other educational 
aims, the two-year project was a cross-cultural research study investigating the effects of  educational theatre and 
drama on five of  the eight Lisbon Key Competences (2006), which comprise eight key competencies for lifelong 
learning. The competencies identified are particularly necessary for personal fulfilment and development, social 
inclusion, active citizenship and employment. The study looked at the impact of  educational theatre and drama on 
five Lisbon Key Competences. They were: 
Communication in the mother tongue 1. 
Learning to learn 2. 
Interpersonal, intercultural and social competences, civic competence 3. 
Entrepreneurship4. 
Cultural expression.5. 
As a result of  the DICE study, research findings showed students engaged in theatre and drama: 
feel more confident in reading and understanding tasks • 
feel more confident in communication• 
are more likely to feel that they are creative• 
enjoy school activities more,• 
are better at problem solving• 
are better at coping with stress• 
are more empathic: they have concern for others.• 
The DICE report outcomes are reflected in the findings from the Yonder project in the areas of  academic and 
social competency achievements by students. 
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7. The Yonder Project Systemic Plasticity and Adroitness
The Yonder project had to respond and adapt to a number of  shifting variables both inside individual projects and 
across a number of  projects. At times this was stressful for those involved in the delivery of  the project. This 
plasticity and adroitness can be clustered around four themes:
Dynamic environments1. 
Adaptation to school demographics2. 
Teacher/school connectedness and program dissemination3. 
Retention and stability of  teacher artists and professional artists.4. 
This section will report on the flexibility of  the project model. It directly addresses the research question: Is Yonder 
an effective model of  CCD in schools and communities as demonstrated by systemic plasticity and adroitness?
7.1 Dynamic environments
One of  the greatest challenges the Yonder project was faced with was the change in staffing profiles of  participating 
schools that were beyond KITE Arts Education Program’s influence or control. Such changes can occur at the 
end of  a school year due to retirement and school transfer; or during the course of  the project due to illness or 
maternity leave. These changes in key teacher and/or school administrators can cause a fracture in the continuity 
of  the project in the schools and “it can take up a disproportionate amount of  our time” (Personal Interview, 
13 April, 2011) in re-negotiating with the school to replace a key teacher or sometimes replacing a participating 
school. “The role of  the key teacher is paramount. That’s what’s coming across to me. What we need now [is the] 
same person on the ground and for [them] to be coming with ideas to me” (Personal Interview, 3 December, 
2010). 
From mid-2009 the teacher artists had to respond to changes in key teachers in four out of  the twelve schools that 
received direct intervention, that is, were involved in the school-based workshops and resulting performance.
The dilemma of  shifting staff  profiles in schools and how to respond to it was also a difficulty for school 
administrators of  participating schools. When asked the question “Have your key teachers been able to modify 
any aspects of  the Yonder model and tailor it to your school community without the intervention of  the KITE 
artists?” one school principal noted:
Our key teacher has left. We got a new person that is happy to be involved and come to the start-
up party. But they have since gone on leave for a year. So now we have another person in who has 
missed the start-up party and really hasn’t had any commencing involvement. The key teacher is 
very much pivotal in the success of  this being an ongoing project (Personal Interview, 24 February, 
2011).
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By contrast, key teachers who remained with the project from inception were able to value-add to the project and 
student experience.
This year we had [two key teachers] who had been on the project for twelve months, who had done 
the professional development, had seen a previous Yonder performance. It was just a joy working 
with them, I have to say, and I learned from them. I had wonderful conversations with both those 
women about pedagogy and investigations and how do we improve it and what can we do. We 
had established a relationship with them. I think part of  teacher artistry is not about rushing, it 
is about taking your time to get to know people, establishing your relationship, [the key teachers] 
have gotten to know you (Personal Interview, 13 April, 2011).
Having the continuity of  key teachers and school administrators allowed for a greater level of  investment from 
both the key teacher and the teacher artist. “The teachers that we have worked with this year have been on 
board longer. They have invested further in the intellectual property of  the project and the philosophies. We got 
to collaborate and work with them in February and do some planning and I think that it had dividends in the 
program” (Personal Interview, 3 December, 2010). On reflection, a year into the project Teacher Artist 1 noted: 
“Ongoing conversations make the learning deeper” (Personal Interview, 13 April, 2011). 
Teacher Artist 3 concurred with the importance of  continuity of  the key teacher in developing strong academic 
and artistic outcomes for their students. When asked about the difference between two key teachers who had been 
involved for twelve months and one key teacher who was completely new the teacher artist noted:
There was a huge difference. It was very obvious that they knew exactly what it was all about. 
They were engaged throughout the entire project, they were fully supportive of  the program, they 
followed up workshops, they were willing to have the students do all of  the follow-up activities in 
the journals, the journals were all kept up to date. They participated in the activities with us. And 
they knew that it wasn’t just about supporting the activities but also the behaviour management 
side of  it as well, so they were right there with that. They were very enthusiastic to discuss how 
they’d applied the knowledge that they got from the workshops. Very different of  course to what 
was happening with [key teacher] who didn’t have any of  that prior knowledge. She wasn’t an 
experienced key teacher. There was no follow-up of  journal writing (Personal Interview, 12 April, 
2011).
Interestingly, in one school the changing staff  profile was used to advantage in disseminating the materials and 
activities more broadly in the school. One key teacher became the teacher librarian in 2011. This allowed the 
teacher to continue to develop, implement and impart arts-based learning activities to other staff. This was an 
added “benefit because her expertise now goes across the whole school, so it is about using the skills that they 
have learnt through the KITE project to influence their own personal planning” (Personal Interview, 22 February, 
2011). The key teacher provided more detail about how this worked:
This year I’m in the library. I’m working with the Year 3 teacher because that’s the group of  kids 
we had in Yonder last year and he’s rather keen to do some of  the extension activities. A little bit of  
drama is coming into that room. And also with the NAPLAN, with persuasive texts, I am using a 
lot of  stuff  from Yonder with other teachers. Now that I’m in the library, teachers come in and ask 
for certain texts and I can offer them follow-up activities and things because I had all the handouts 
that came through from [the teacher artists in 2010] when they were doing it with our kids. So now 
I reuse them for other teachers as well (Personal Interview, 15 March, 2011).
This type of  innovation in staff  profile allowed for a broader engagement beyond the single class that had direct 
experience of  Yonder in 2010.
The evidence shows that changes in key teachers and school administrators have an impact on the teacher/
school connectedness to the project and the development of  long-term outcomes for arts education and related 
competencies in both academic and social arenas for students and school communities. To mitigate the possible 
impact of  staff  changes in schools, KITE Arts Education Program is working with schools to “provide at least 
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two key teachers who are responsible for the creation of  an arts and cultural plan for delivery in their schools” 
(KITE Arts Education Program, 2010c, p.5).
7.2 Adaptation to school demographics
Whilst the majority of  students engaged in the Yonder project are Year 3 students, the model often had to adapt 
to the specific nature of  school demographics. This was particularly the case in the small schools involved in the 
project in regional Queensland. Often the school population did not allow for a single Year 3 class to be formed, 
so classes were mixed age groups, such as a Year 2/3/4 composite class. In one regional Queensland project (2011) 
the student composition was a Year 2/3/4/5 class. The inclusion of  the older students in the model created some 
challenges for the teacher artists’, in particular the engagement of  those older students that sat outside the stated 
nominated age demographic of  Prep to Year 3 students. Teacher Artist 1 noted: “I think Year 5 needed more 
stretching. I think the social competency stuff  probably weighed it out, but you couldn’t do it for much longer 
without them writing a play or having them more involved in a stronger pedagogical way. Look, it’s been a big one 
for me on this project” (Personal Interview, 13 April, 2011). Whilst this difficulty was acknowledged by the teacher 
artists it should be noted that the inclusion of  older students in small school settings did not impede the delivery 
of  the classroom workshops or the development of  the performance; rather, it should be noted as a variable that 
required imaginative responses from the teacher artists.
7.3 Teacher/school connectedness and program dissemination
To support teacher and school connectedness to the Yonder project the teacher artists from KITE Arts Education 
Program @ QPAC ran twice-yearly full-day professional development programs for the key teachers and 
administrators from participating schools in edge-city Brisbane and regional Queensland. The professional 
development events overtly addressed the Yonder aim “to provide teachers with support and professional 
development in arts education” (KITE Arts Education Program, 2009a). 
From observation of  the professional development workshops it can be seen that the events functioned in four 
ways:
To share pedagogy around the dramatic form of  story drama and other art forms engaged for each 1. 
of  the projects (e.g. dance or media) 
To connect schools to each other to develop a learning community2. 
To develop understandings and consensus about 3. Yonder aims and objectives for schools and their 
communities
To update key teachers on the nature of  the 4. Yonder project.
The professional development (PD) program was the touchstone of  continuous engagement with the Yonder 
project prior to receiving direct engagement, both during and post direct engagement. It also functioned as a 
forum for key teachers and school administrators to share ideas about how they were embedding arts experiences 
in their school curriculum, how they extended Yonder project activities and what academic and social outcomes 
they witnessed in their students as a result of  engagement with the program. This helped to develop a community 
of  shared practice. One key teacher commented: “As a result of  attending all the PD last year I believe I was well 
prepared for this year’s program. I have better knowledge of  the Arts syllabus because of  the modelling by teacher 
artists” (Personal Interview, 17 March, 2011).
As a direct result of  the professional development program eighty per cent of  key teachers reported that they had 
gained a depth of  understanding of  the content and pedagogic approaches and how they were able to transfer 
these skills into other learning contexts. Teacher B stated: “I’m definitely going to be including story dramas 
into my planning in future and trying to integrate one or two per unit that I can do. And I’d also like to try and 
encourage other teachers to do that. The story drama is just such a powerful thing” (Personal Interview, 23 April, 
2010). Teacher J noted: “I feel more confident to include drama in my planning across other key learning areas, 
especially literature. I have used the ideas from the teacher artists’ visits with my class in visual art lessons and 
music/movement lessons” (Teacher J, 2011).
The professional development program enabled interconnectedness between the participating schools in 
a community that again deepened the reach of  the Yonder project. This was most keenly evident in regional 
Queensland, where a number of  schools with small student populations were involved in the project.
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I think the continued benefits are the connections. Not just in our school and with QPAC, but our 
school and the other schools that are involved, especially the smaller ones on the outskirts. I know 
that a couple of  my teachers have already had conversations about when people are coming to 
town and offering our school as a resource (Personal Interview, 22 February, 2011).
For schools that experienced staffing changes, the professional development program was vital in maintaining and 
redeveloping connections with the Yonder project. When asked “How do you see your school and your teachers 
continuing arts-based learning activities for students in this year?” a principal grappling with replacing a key 
teacher stated: “The key is teachers doing professional development on an ongoing basis to become familiar with 
the types of  teaching strategies that can be used” (Personal Interview, 24 February, 2011).
Whilst the majority of  key teachers involved in the program were satisfied with the professional development 
approach, two key teachers stated that they would like the professional development to be more focussed on 
training them for what they were required to develop during the program when the key teachers were not directly 
working with their students. Teacher C commented: “… to have the whole picture from the start would have been 
better. Just the whole document of  the story dramas and other workshop activities bound together … I know it 
can change along the way and that’s fine … but to see the workshop focus and the possible curriculum links from 
the start would have been an advantage” (Personal Interview, 16 March, 2011).
An emergent issue for key teachers and school administrators was the notion of  ongoing direct engagement 
with the Yonder project in their school after they had had the teacher artists and professional artists working 
directly in the school. In the six-month follow-up interviews, two key teachers and two principals from regional 
Queensland schools indicated that they would like some level of  continued involvement with the teacher artists 
after engagement with the program.
It would be lovely to see them come back and touch base with the kids who were involved last year, 
and maybe just an activity here and there with some other classes to see it come from those. To 
have [the teacher artists] come in and teach a lesson in some other classrooms I think would help 
(Personal Interview, 16 March, 2011).
The greatest need is the continuation of  the workshop for the teachers as well as for the students. 
I know that in the case of  the story drama techniques that we used the teachers would love to 
revisit some of  them and home in on how you actually get the drama out of  the story (Personal 
Interview, 22 February, 2011).
We need classroom lessons where they demonstrate the drama and they demonstrate how to 
structure a lesson. To have the [teacher artists] come into the classroom one day a week, or for a 
session, would be brilliant (Personal Interview, 15 March, 2011).
The notion of  ongoing training for key teachers was also supported by one of  the teacher artists. “[They need] 
more frequent practical workshops so that they can build up their confidence to feel ‘yes we can go ahead and 
do this, we don’t need the teacher artist to be here, we can do this ourselves, we can expand on this ourselves and 
keep carrying it through’” (Personal Interview, 12 April, 2011). What the evidence is signalling is that key teachers 
would like some level of  direct ongoing engagement with the program when it returns to their community in an 
effort to develop a deeper understanding of  arts-based learning in their schools. “Serious arts integration requires 
serious attention to professional development — for teachers, arts teachers and artists. Collaboration, curriculum 
development and interdisciplinary work are not normative behaviours in most public schools. They need to be 
learned” (Rabkin & Redmond, 2004, p.143).
7.4 Retention and stability of  teacher artist and professional artists
The issue of  stability of  key teachers in participating schools was not the only area of  the project that was affected 
by shifting human resources. The teacher artists’ period of  secondment was finite, that is, they were not attached to 
KITE Arts Education Program indefinitely. It was expected that at the end of  their secondment period they would 
return to a school as a teacher for Education Queensland. A change in teacher artist occurred at the beginning of  
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2011 and again in January of  2012. The change had the potential to disrupt the continuity of  the project, but the 
robustness of  the model enabled the project to move forward with minimal disruption. 
Teacher Artist 1 remained with the project from its inception in 2009. This was important in maintaining continuity 
and relationships with schools, the key teacher, professional artists and partners. Teacher Artist 1 noted: “project is 
so complex that you need to have some level of  consistency” (Personal Interview, 3 December, 2010). As outlined 
in section 4.0, professional artists engaged in the project changed depending on the content and art form choices 
made by the teacher artist to fit the specifics of  a project.
However, a tangible example of  the relational strategy was the engagement of  two professional artists who remained 
constant in the project from 2008. Teacher Artist 1 said that this provided a level of  comfort in a program that was 
constantly shifting. “These two people have had extreme longevity in the program. You know what you’re doing is 
going to be alright. You don’t have to re-negotiate. They really get the project. We know we have a core of  people 
that I think we will use consistently” (Personal Interview, 13 April, 2011). 
In interview, professional artists commented on the importance of  continuity of  artists involved in the project 
to be able to undertake a continuous cycle of  improvement through their own observations of  the process and 
reflective dialogue with the teacher artists: “Working on a number of  performances in the Yonder project has allowed 
me to develop with the philosophy of  the project, which is rare” (Personal Interview, 8 November, 2010).
Where possible, the teacher artists engaged local professional artists to work alongside them in the project. In 
regional Queensland (2010) the musician and the visual artist were sourced locally. The choreographer was brought 
up to Bundaberg for the dance workshops from Brisbane. The impulse to use local artists from the Bundaberg 
community was a good one in terms of  building capacity and allowing schools to connect with local artists 
after the conclusion of  the Yonder project. As Teacher Artist 1 noted: “We want artists to be able to work in 
that community and then stay on in that community and continue working. The selection process was based on 
community connections and community capacity-building” (Personal Interview, 27 May, 2010).
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8. The Yonder Project Legacy 
As noted in the The Yonder Project Interim Report Year One 2009-2010 one of  the program challenges was 
“maintaining and sustaining the arts-based activities at the conclusion of  the project” (page 5), and KITE Arts 
Education Program @ QPAC is moving to put such strategies in place. Project funding concluded mid-2012; 
however, there is a strong commitment from the KITE Arts Education Program @ QPAC to develop strategies for 
ongoing engagement by schools and communities. This is emerging through activities supported by local councils, 
such as the holiday workshop programs in edge-city Brisbane and Beyond Yonder Club in regional Queensland and 
support of  the RADF application for a dance residency in regional Queensland. In schools, principals and key 
teachers are establishing cultural policies to address the provision of  ongoing arts education experiences for their 
students and school community. 
According to Jane Remer (1996) there are two types of  partnerships at work in the realm of  arts education: 
instructional and administrative. This dichotomy is used to classify partnerships between schools and arts 
organisations (as providers of  arts and cultural activities in a school). Instructional partnerships are concerned 
with the design, organisation, content and methodology of  an approach to arts and cultural delivery models. 
Administrative partnerships are institutional collaborations. They address the organisation, design, co-ordination, 
governance, clarification of  roles and responsibilities of  the stakeholders, and the evaluation of  the program’s 
effectiveness. It should be noted, however, that both the instructional and administrative partnership modes have 
common features. Remer notes, “… They depend on people, require flexibility, are labour intensive, dynamic and 
interactive” (Remer, 1996, p.115).
From the description of  the two partnership types it can be said the Yonder project fell predominantly into the 
instructional partnership model when it was delivering on-the-ground experience in schools and their communities. 
Since the conclusion of  Yonder school-based activities in July 2012 an administrative partnership has formed with 
the aim of  assisting in the development of  school-led arts engagement. 
The following results were derived from the same survey used to collect data around teacher observation of  
student change and achievement in literacy and social competencies (June 2012). The figures on the horizontal axis 
indicate the number of  teacher responses in each category, which were pre-determined by the researcher. 
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Eighty per cent of  teacher respondents to the post engagement survey noted that since the Yonder project has 
been operational in their school there has been a noticeable change in the use of  local cultural venues such as 
libraries, art galleries and performing arts centres. In most cases, this change occurred as a result of  the Yonder 
project introducing schools to opportunities available through cultural venues during professional development, 
start-up parties and the performances. The teacher uptake in activities offered by local art galleries is a direct result 
of  engagement with retrospective exhibitions of  student work and after school and/or weekend workshops that 
occurred whilst the Yonder project was active in edge-city Brisbane or regional Queensland.
Since the beginning of  the project in 2009 teacher artists from KITE Arts Education Program @ QPAC have 
worked in tandem with key teachers and school administrators to develop long-term cultural plans to embed arts 
learning in participating schools. This has resulted in two key developments:
1. Cultural activities foregrounded in the life of  the school
Greater attention in schools to developing cultural activities through dance, drama and music to share with their 
school communities through performance galas in their school hall and other cultural venues, carnivals and fetes 
and school assemblies. This is reflected in the strong data captured under the festival component of  the survey, 
as seen in the graph.
2. Development of  AIR projects outside of  the Yonder model
In August 2012 KITE began working with one edge-city Brisbane school to deliver an AIR funded through the 
school itself. This built on the school’s successful application for AIR funds in 2011, in which the magician that 
the school first engaged with through the Yonder project in 2010 returned to work with Year 3 students.
Another outcome from the Yonder project is the proposed establishment of  Sugar Cane Circus as a partnership 
between KITE Arts Education Program @ QPAC and Circa for the Bundaberg region. Four age-targeted 
workshops will be held on each Saturday of  the school term at a school hall. Children that display talent in circus 
and movement workshops during the Yonder project will be selected by their school principals to attend. “Research 
during the Yonder project indicated a keen interest from the community for circus programs in the Bundaberg 
region. No such program currently exists. Such activities were identified as being difficult to access in communities 
within the Bundaberg region during the Yonder project” (KITE Arts Education Program, 2012).
At the time of  writing this report KITE Arts Education Program, Circa and regional stakeholders were sourcing 
funding for the circus in regional Queensland.
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However, it should be noted that for a legacy to develop, with outcomes for students and their school communities 
such as those evidenced in this report, a program such as the Yonder project requires longevity. This view is 
supported by comments such as:
The longer term should be to embed something within the curriculum of  the primary schools so 
that it is part of  the primary schools’ program, with appropriate resourcing for schools and training 
for the relevant teacher. It should be a [Education Queensland’s] District Office strategy that they 
employ across the whole district and also the development of  agreement and partnerships on an 
ongoing basis for all the parties concerned. This includes Arts Queensland, QPAC, Education 
Queensland and local Council. Just continue the program so it becomes part of  the normal ongoing 
thing rather than a three-year project, and when it runs out, it runs out (Personal Interview, 24 
February, 2011). 
Through supported, sustained engagement the Yonder project developed by KITE Arts Education Program @ 
QPAC has the potential to generate long-term academic and social competency outcomes for students, increase 
engagement in arts experiences for families and communities, embed arts experiences in the life of  a school and 
develop long-term partnerships between schools and state and/or local cultural organisations. The Yonder project 
displays the potential to deliver outcomes on a par with the best programs reported in like-minded research 
nationally, such as The Song Room (Caldwell & Vaughan, 2012), and internationally, for instance, Chicago Arts 
Partnerships in Education (CAPE) (Catterall & Waldorf  in Fiske, 1999; Weissmann in Rabkin & Redmond, 
2004). 
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9. Research Findings 
The Yonder project was, first and foremost, an immersive arts and performance experience for students in early 
childhood. It was about engaging in the aesthetic, and understanding self  and the world through the senses. The 
emergent findings of  the study outlined here are not new. Previous studies (Fiske 1999; Deasy 2002; Rabkin 
& Redmond 2004; Scripp 2007; Ewing 2010; Caldwell & Vaughan 2012) about child engagement in arts-based 
learning and outcomes in social and academic competence report very similar findings. What it does is highlight 
yet again that “the arts have a big role to play in contributing … to the development of  individuals to be able to 
communicate well, think originally and critically, adapt to change, work cooperatively, connect with both people 
and ideas, and find solutions to problems as they occur” (Australia Council for the Arts, 2006, p.3). 
9.1 Limitations of  the Research
Before summarising the findings of  the research it is important to acknowledge its limitations. This study had two 
clear points of  limitation: causal relationship of  engagement in the Yonder project and developments in academic 
and social competencies; and the inability to track student achievement beyond the year in which they participated 
in the project.
As stated by Ewing, “Attributing a direct causal relationship between study in, through or of  the Arts, and improved 
outcomes in other areas is problematic because there are so many other variables in classroom learning that cannot 
be controlled” (2010, p.16). Similar studies by Fiske (1999) and Deasy (2002) also note the problem of  establishing 
certain corollary effects through arts involvement. Whilst not dismissing the findings articulated from the Yonder 
project, it is prudent to say that the research outcomes, in terms of  academic and social competencies, cannot be 
attributed for certain to the arts engagement undertaken by students. The findings display correlations between 
arts-based learning engagement and outcomes, but not causality. 
As the Yonder project did not provide an opportunity for the same group of  students to engage in the participatory 
arts experience more than once over the three-year span of  the research it was not possible to track students 
beyond their initial engagement with the project. In the life of  the project there was one instance, in 2012, when 
the teacher artists made the decision to return to a school that was part of  the first Yonder project in regional 
Queensland in 2010. Teacher Artist 1 said the decision to do so was both a philosophical and logistic one. Teacher 
Artist 4 explained: “It fitted the Yonder brief  of  those with the least have the most to gain. This is a school that 
has fallen through the loop of  funding opportunities and resources” (Personal Interview, 21 June, 2012). In this 
instance, there were only four students in the group from the 2010 iteration. Whilst some behavioural changes 
had occurred in three students that increased their ability to participate in the 2012 iteration it is difficult to prove 
conclusively if  the behavioural change was a result of  a predisposition to the project. 
The inability to track the same students over multiple engagements has prevented longitudinal analysis of  the 
student population and the effects of  the project beyond the ten to twelve week program. Ewing (2010) speaks 
to this issue and calls for consideration within the development of  a project to include pre and post engagement 
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periods in which ongoing data can be collected to develop an Australian body of  hard evidence that is equal to 
what exists in United States of  America and the United Kingdom.
It should also be noted that this research was undertaken in two specific regions and with government (state) 
schools in Queensland. For this reason, these findings cannot be generalised to other similar school populations 
either in these regions, in different regions in Queensland or in Australia. There can be no guarantee that other 
schools engaged in the Yonder project will experience the same outputs and impacts. Nevertheless, as the results are 
mirrored in like-minded Australian and international programs, the outcomes of  the research warrant attention.
9.2 Summary of  Findings 
To date, the findings emerging from the Yonder project can be summarised as follows:
Yonder Model
Demonstrated the replicable nature of  the nine-phase model in Queensland urban and regional • 
settings whilst remaining open and flexible to adapt according to the needs of  the school, needs and 
abilities of  the students, and content choices of  teacher artists. 
Demonstrated efficacy for the inclusion of  professional development (PD) program for teachers • 
throughout the life of  the project to act as touchstone of  continuous engagement with the Yonder 
project prior to, during and post receiving direct engagement. 
Demonstrated attention to development of  template of  practice for schools and a legacy of  • 
resources and activities by partnering with local community providers (Councils and cultural venues 
such as art galleries and libraries) enabling the model to have application to communities beyond the 
school classroom and to provide possible avenues for longevity and deep impact.
Yonder evolution and improvement in-action and in-site
Demonstrated retention of  children and their families at cultural activities/events and venues, such • 
as local art galleries and libraries, directly related to activities initiated through Yonder project activities 
whilst Yonder is operational in the community.
Demonstrated higher levels of  engagement of  children and their families at cultural activities/• 
events and venues (such as libraries) directly related to activities initiated through Yonder project 
activities whilst Yonder is not directly operational in the community.
Yonder demonstrating high quality student experiences through arts-rich activities
Demonstrated ability to develop life-long learning predispositions in both students and their family • 
members
Demonstrated improvement of  student literacy (reading, writing and oracy). The research shows that • 
student engagement in arts-based learning activities enabled improvement in student achievement 
in literacy, particularly oral communication skills and a disposition to engage in written tasks. 
Demonstrated development of  social competencies in children participating in the project. This is • 
particularly noticeable in areas of  improved self-esteem, risk-taking and team-work. 
Yonder’s systemic plasticity and adroitness
Demonstrated ability of  the KITE program manager and teacher artists to respond to the stressful • 
dynamics of  change in school personnel and school circumstances.
Demonstrated importance of  the stability and consistency of  the key teacher in participating schools • 
to develop longevity for the project outcomes.
Demonstrated need for continuity of  relationships between teacher artists, key teachers and • 
professional artists to assist in developing shared program philosophies, thereby maximising 
engagement and outcomes for students.
These findings speak to the efficacy of  embedding arts-based learning experiences in the curriculum and in children’s 
lives. “There should be no question that if  we want to maximize the power of  arts education – cognitively, socially, 
and emotionally – if  we want to meet the challenges of  students in low-income and low-performing districts, arts 
education must be integrated” (Rabkin as cited in Rabkin & Redmond, 2004, p.5).
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10. Conclusion 
The research emerging from the Yonder project shows that student engagement in arts-based learning activities 
enables improvements in student achievement in literacy, particularly oral communication skills and a disposition 
to engage in written tasks. The research also points to an increase in social competencies related to self-esteem 
and risk-taking. The changes in academic and social competencies demonstrated by students involved in the 
project are supported by recent research conducted by Caldwell and Vaughan (2012) around a like Australian arts 
engagement project facilitated by The Song Room that found: “The confidence gained from arts programs … 
spilled over to other areas such as academic studies and the behaviour of  students showed improvement through 
their participation in the arts program” (p. 16). 
Successful outcomes for this model in terms of  student achievement, teacher engagement and change in the 
inclusion of  arts education in the school programs and classroom curricula are a result of  a depth, not breadth, 
engagement strategy. By working deeply with a small number of  schools and their communities over a three-year 
period the Yonder project acquired authentic and ongoing engagement with schools, teachers, students and families, 
evidenced in the legacy of  the Yonder project developing with schools, cultural venues, professional artists and 
Queensland Performing Arts Centre. Above all, the Yonder project provided access to arts experiences for students 
who would not otherwise have had access to them. In the words of  Dame Judy Dench (as cited in Cultural 
Learning Alliance, 2011):
A child who is not given access to culture is being deprived of  one of  the greatest life enhancers. 
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